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Chapter 1

INTRODUCTION
The Inspector General^ , by Nikolai Gogol, was
produced by the University of Montana's Department of Drama/
Dance in the Masquer Theatre.

It was scheduled as part of

the regular season of productions for ten performances from
November 30 through December 4 and December 6-10, 1977.
The production was directed by Alan Cook, a faculty director,
but all other aspects were completed by students.

The design

and technical direction were by the author in partial ful
fillment of the requirements for the Master of Fine Arts
degree in design/technical theatre.
Statement of Problem
The particular areas of interest in this paper are
the scenery and lighting design, technical direction, pro
perties and production of sound and music for The Inspector
General.

The design of costumes, make-up and the stage

direction were the responsibility of others, and will not
be discussed unless they have direct bearing upon the areas

Nikolai Gogol, The Inspector General, adapted by
Peter Raby (Minneapolis:
The University of Minnesota Press,
1972).
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previously mentioned.

The creative process toward develop

ment of the design for scenery and lighting will be presented
as evolve from discussions between the designer and the direc
tor.

This study may also be of use to those interested in

two-sided arena theatres like the Masquer Theatre.
The Masquer Theatre

(see Sheet I) is approximately

forty feet square with a ten foot ceiling.

The audience is

on two adjacent sides of the twenty-three foot square acting
area located in the northeast quadrant of the whole.

There

is a single door leading offstage in the northeast corner of
the acting area.

The only other stage entrance used in this

production was down center at a post located in the southwest
corner of the acting area which in essence divides the stage
space and audience in half.

Disadvantages,

including the

post and ceiling, advantages, and their affect on the scenery
and lighting design will be discussed more fully in Chapter
3, "Adaptability of Play to the Masquer Theatre."
Definition of Terms
The following is a listing of terms used with their
definitions :
Designer.

The designer relates place, time and

attitude to an environment as it fits the needs of the play
and the director.
. . . the designer should try to articulate an
approach to theatre design that is an artistic inter
weaving of the form and structure of the play with a

Visual interpretation of space,
and co lo rs. 2

Scenery.

shapes,

lines, textures

Various elements other than the action are

important in developing the sense of a play.
the environment.

Among these is

The environment is developed using two and

three dimensional objects that suggest how the space is to
be used.

In addition, the objects develop certain feelings

about the people that exist in the environment, such as
personal tastes, habits, and economic status.
Lighting.

Lighting affords the audience the ability

to see the action and the environment, however, it is only
a small part of its use.

Lighting

. . . should tie together all the visual aspects
of the stage. . . all objects that appear. . . must
be focused by light into a picture that conveys sense
and feeling to the viewing audience. . . and the actor
himself must be seen in proper relationship to his
background.^
Technical director.

"Most productions and theatres

require a person to supervise the many aspects of assembling
the physical production and, perhaps, of managing a large
staff and budget related to t h e s e . I n

the case of The

Douglas A. Russell, Theatrical Style:
A Visual
Approach to the Theatre (California:
Mayfield Publishing
Company, 1976), p. TT
^Oren W. Parker and Harvey K. Smith, Scene Design
and Stage Lighting, Third Edition (New York:
Holt, Rinehart
and Winston, Inc., 1974), p. 284.
York:

^Stephen Langley, Theatre Management in America (New
Drama Book Specialists, 1976), p. 32.
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Inspector General, the technical director acted as super
visor of crews for construction and was supervisor for the
technical rehearsal period.
Stage properties.

A space is simply a space unless

certain items are present that give it an identification:
a bed for a bedroom, stove for a kitchen, desk for an office.
The bed, stove, and desk are considered stage properties as
are pictures, rugs, chairs, couches, etc.
Hand properties.
actors on the stage.
cups, books, fans,

"The small objects handled by

. . .

They include such items as tea

letters, and many more similar articles."5

They also serve as a means of identification for their char
acter as stage properties serve to identify the nature of a
space.
Sound and m u s i c .

There are a variety of uses for

sound effects.
. . . (1) to establish locale, time of year, day or
night, weather conditions; (2) to evoke atmosphere; (3)
to link scenes; (4) as an emotional stimulus:
(5) to
reproduce physical h a p p e n i n g s . 6
Concept.

Each play has its own requirements for the

action and environment.

The director is among the contribu

tors who analyze the requirements and develop a concept that
becomes the common language used to communicate his ideas.
SParker and Smith, p. 259.
^David Collison, Stage Sound (New York:
Specialists, 1976), p. 75

Drama Book
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such as:

actors, designers and all others involved with the

production.

A designer will then analyze the play's needs,

as well as the director's concept and develop his approach.
The designer's approach has to be a direct result of both,
or the basic line of communication with the director will be
lost.
Technical rehearsal.

The technical rehearsal is the

period of time used by the director and designer with crews
and actors to set cues for changing settings in scenery,
lighting, sound, and properties.

The cues refer not only to

the changes but the timing for making the changes.
Dress rehearsal.

This is the final step before

production and is the period used to refine the timing of
changes in scenery,

lights, sound and properties.

Costumes

and make-up are added as well.
It is hoped this study will also be of value to a
designer as it traces the creative process used in designing
this production.

Included is a plot outline of the play and

a discussion concerning the author, Nikolai Gogol, and his
writing.

The director's production approach, his play analy

sis, and concept as related to the designer's will be pre
sented.

How this lead to the development of a design

compatible to the director's concept and the needs of the
play is shown, as is the execution of the design, the tech
nical and dress rehearsals, and performances.
success of the project will be evaluated.

Finally, the

Chapter 2
NIKOLAI GOGOL AND HIS PLAY
The history of Nikolai Vasilievich Gogol is filled
with difficulty, a superficial happiness, a domineering
mother, a weak father, ridicule and embarrassment.

However,

Gogol would later say of himself, "It always seemed to me
that I would become well known, that a wide area of acti
vities was awaiting me and that I would do something for the
general good."?

This statement, seemingly spoken in retro

spect, came to be true, but he would not necessarily come to
understand it fully.
The death of Pushkin in 1837 made it seem likely that
Gogol was now the greatest living Russian writer; the
death of Lermontov and the publication of Dead Souls in
1842 made it a certainty.°
His contribution came in his ability to use words that were
lyrical, humorous, full of Ukranian folklore, and of the
supernatural and demonic.
prose fiction above poetry.

By this ability, he helped advance
Gogol tended "to focus on the

lower orders of society, saw man as a communal animal, found
dirt and evil prevalent in the world, and mixed an olio of
?Robert A. Maguire, e d . , Gogol from the Twentieth
Century (New Jersey:
Princeton University Press, 1974), p. 3.
^Maguire, p. 4.
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modes and genres within a single w o r k . M u c h

of the above

quotation refers to The Inspector General, which many feel,
Nabokov included, " . . .

happened to be the greatest play

ever written in Russian (and never surpassed since).

. .*'10

These various accolades speak highly of him and his contri
bution, but what follows are the many contributions to his
life that brought him to that end.
Gogol's difficulty began at birth - he nearly died.
His mother attended and nurtured him to such a degree that,
. . . his ego grew immense from such nourishment;
the mother inculcated in him her own peculiarities,
imbued him not only with her own mysticism, but, p e r 
haps more important, with a totally unrealistic and
debilitating sense of self-worth and self-esteem.11
It seemed the only reality was in his mother, and that he
depended so fully on her that he was defenseless.
While attending school, he was the constant brunt of
abuse.

Gogol managed, however, to establish a defense that

he used later in a more positive and productive way - words.
Gogol turned the ridicule of others to his advantage and
laughed as loudly as they, but only at their expense.
had one other defense against ridicule.

Gogol

His imagination

filled any void left by the lack of compassion by others.

If

he did not elicit praise, he praised himself whether deservedly
^Maguire, p. 4.
l^Vladimir Nabokov, Nikolai Gogol
Directions Books, 1944), pp. 35-36.

(Connecticut:

New

l^Leonard J . Kent, ed.. The Collected Tales and Plays
of Nikolai Gogol (New York:
The Modern Library, 1968), p. xix.
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or not.

Without praise, however, he may not have been able

to continue.

His ego became a monster that devoured all

that was available, and his emotional instability was a
direct result of the monster.
In 1828 Gogol immigrated to St. Petersburg.

He

first published, under a pseudo-name, a long poem, "Hans
Kuechelgarten", written while in school.

The work was justly

criticized as being pretentious making Gogol very angry.

His

attempt to rise above the mediocrity of the period had failed,
and he was convinced that the world was nothing more than a
haven for "poshlust", that which is "falsely important,
falsely beautiful, falsely clever, and falsely attractive."1%
Gogol immediately removed his publication copies from the
bookstores and burned them.

After this experience, Gogol

went away for several weeks traveling the continent.

Upon

his return to St. Petersburg, he accepted a position in civil
service holding an office as trivial as one might imagine
Klestikov in The Inspector General may have held.

While in

the service, he managed to have a story, "St. John's Eve",
published in a St. Petersburg magazine.

The story represented

a beginning to his writing career.
Later, Gogol met Pushkin and was influenced by him,
but how is not clear.
example:

"In Gogol

They were in many ways opposites.

For

(his writing) everything was subjective

l^Nabokov, p. 70.
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and fanciful;
real. "13

in Pushkin, everything was objective and

He had faith in Pushkin's judgement and was at

once dominated and guided by him.
Gogol, devious as he was, would ferret out ideas for
subject matter from Pushkin.

It has been suggested that

Pushkin was godfather of The Inspector General.

Pavel V.

Annenkov, a good friend of Gogol and biographer of Pushkin
reports :
It is well-known that Gogol took the idea for The
Inspector General and Dead Souls from Pushkin, but it
is less well-known that Pushkin did not relinquish
his goods to him altogether willingly.
In the circle
of his friends he used to say, laughing, 'You have to
be careful with this little Russian - he fleeces me
so that I can't even h o l l e r '.14
After having received the gift of subject for Dead Souls,
Gogol, thinking he could jot it down in a short time, rushed
home and began writing but found the subject complex and
deserving of even more thought than expected.

He did not

have money enough to sustain himself for a prolonged period
and needed a quick story to sell.
Pushkin for another subject.
for the stage.

Again he appealed to

Gogol's intention was to write

The result was a two month endeavor that pro

duced The Inspector General.
The play presented no problems for Gogol; at least in
the writing of it.

He read it aloud for his friends, and at

l^Henry Troyat, Divided Soul (New York:
and Company, Inc., 1973), p. SIT

Doubleday

l^Carl R. Protter, ed., Letters of Nikolai Gogol
(Ann Arbor:
University of Michigan Press, 1967), p . 1 ,
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the end of the reading there was nothing but praise and a
very happy Gogol.

The difficulty would be, since it ridi

cules public officials, getting the play past the censors.
Fortunately for Gogol, his circle of friends had
influence with Czar Nicholas I and his court.

As antici

pated, the censor refused authorization, but the Czar saw
no reason for not publishing and producing the play, so it
was produced with only a few minor cuts.
reading, only the director seemed pleased.
structions for the actors:

After the initial
Gogol left in

"The less the actor works for

laughs, the funnier his part will

b e .

"IS

While watching the

rehearsals, Gogol would stand in the wings and wonder at the
great gulf existing between what he wrote and what he was
watching.
The first production was a disgrace in terms of
acting and setting.

Gogol "was most bitter in his criticism

of the abominable wigs and clownish clothes and gross over
acting that the theatre inflicted upon his play."lG

He was

not concerned with the audience reaction even though it was
generally sympathetic.

Gogol said ". . . my play repels me.

I would like to run away now, God knows where."1?

He re

mained in self-exile for twelve years with only two brief
returns to Russia.
l^Troyat, p. 1 3 7 .
l^Nabokov, p. 3 7 .
17protter, p. 8.
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Gogol's life began under unusual circumstances and
never stopped.

His dress at times was foppish with bold

colors and large amounts of linen showing, and at other
times black with no linen showing.

Other extremes presented

themselves in social behavior, eating and writing habits.
Gogol could be struck by a situation and write a chapter at
a furious pace at one sitting and be highly creative, or he
may labor for hours or days on only a few words./ The ulti
mate extreme was experienced near the end of his life.
Tarasenkov

Dr.

was brought in as consultant for the ailing Gogol

and was horrified by what

he saw:

A month had not passed. . . he seemed to me a man
of blooming health. . . . His whole body had grown
extremely thin; his eyes had become dull and sunken,
his face was drawn, his cheeks had become hollow, his
voice had grown weak. . . .18
His extremes had taken their final toll.

His death may have

been the result of an act of religious purification, u n 
diagnosed ailments, or self-willed deterioration.
The Inspector General deals with a universal problem
and employs a simple plot to present it.

The problem is

corruption and the evil of creating a lie that then must be
covered by

creating other lies.

written by

a conservative not interested in the rehabilita

tion of the populace.

It is asocial

commentary

Gogol's only interests in writing the

play were bringing himself out of a depression and making
some quick rubles so he could devote his time to more serious
IBprotter, p. 20.
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writing.

He had no idea his play would be accepted as it was.
Gogol has chosen a setting of 1830's Russia in a

small province peopled by small provincial Russians.

The

plot is centered around an equally small Russian, who, b e 
cause of his personal habits and dress is mistaken for a
high ranking official.

Since the townspeople are all in

volved in a fairly sophisticated sense of corruption, they
are threatened by his presence.
The opening scene presents several provincial offi
cials relaxing in the warmth of the mayor's home.

Suddenly

the mayor charges in with a letter sent by a friend from
the capital.

It reports an imminent visit by the Inspector

General to the province.

The postmaster had opened the

letter before the mayor received it and spread the news.
Dobschinsky and Bobschinsky (bumbling brothers) had discovered
the news and the man (Klestikov) who is to be mistaken for the
inspector.

Armed with their discoveries, they enter the may

or's home and make their report.
The reaction is as expected with everyone running
about trying to destroy the evidence of their own little areas
of corruption.

The mayor finally brings some order to the

chaos by suggesting that they go to the official and try to
make him welcome.

It is hoped that if they wine and dine him,

he may overlook the conditions existing there.

However, the

streets would have to be cleaned, garbage hidden, police
chief sobered up and peasants removed from the streets.
Meanwhile,

the scene shifts to a hungry young man
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(Osip) who is in service to Klestikov.

Osip relates how they

have not eaten for a long time because there is no money
since his master lost it gambling.

He also reveals that

Klestikov is in reality the lowest ranking officer in the
administration and that he is really a fool.
Klestikov enters rather angrily.

Just because he has

not paid his bill does not mean they should be treated in
such an ill manner.

A young serving girl brings news of a

pending visit by the mayor.

Klestikov immediately concludes

that the visit is to be used to lodge a complaint about the
unpaid bill and to carry him off to jail.
The mayor and party arrive, and after a few uneasy
moments, Klestikov realizes they are trying to be pleasant
and hospitable.

The mayor takes care of the hotel bill and

offers his humble home to Klestikov.
a loan from the mayor.

Klestikov even extracts

Of course, he will pay him back.

During the next group of scenes, the mayor's witless
wife and daughter are introduced and a reception is staged
for the inspector.

The party begins with Klestikov dropping

names, bragging and getting drunk.

The more he drinks, the

bigger the names and the lies become.

Of course, the towns

people are highly impressed and a bit frightened, especially
when the inspector passes out.

The mayor aptly describes the

gravity of the situation by saying, "I feel the cold winds
of Siberia?"
Act two opens with the petty officials trying to
decide how to approach Klestikov and who should go first.
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With each introduction, money exchanges hands until the
inspector grows to expect his due.

The merchants even get

into the act to try to persuade the inspector to have the
mayor removed from office for being corrupt.

Little did

they know, however, that because of a few awkward moments
and a bit of embarrassment, Klestikov had proposed to the
mayor's daughter.

Obviously, this relationship gives the

mayor considerable leverage and even he begins entertaining
delusions of grandeur.
Osip enters to warn Klestikov that if they stay too
long there may be trouble, so excuses are made as are pro
mises of a speedy return.

They are presented with parting

gifts and leave via the fastest horse and troika available.
Just after they leave, the postmaster enters with his usual
intercepted letter.

This time it is Klestikov's letter to

a friend reporting on the unusual class of fools he has dis
covered.
group.

Everyone is embarrassed with the mayor topping the
Finally, the police chief enters and reports, "The

Inspector General has arrived and wishes to see the mayor."
The play ends as the characters stand frozen in shock of
disbelief.
The next phase in the development of this project is
to reveal the director's reaction to the play and how he is
to analyze its needs.

Following his analysis is discussion

between the designer and director and discussion as to how
the play is to be adapted to the Masquer Theatre.

Other
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factors will be dealt with as well, such as budget, time and
manpower.

Chapter 3
PRODUCTION APPROACH
Director's Analysis
During the initial meeting^®

(September 24, 1977)

with the director, the designer was presented not only with
the director's analysis of the play, but also with a vantage
point in perception.

The director made reference to the

"commanding image" or the "image that crystallizes."

The

"image" further establishes visual perceptions that lead to
an understanding of situation, action and environment.
In The Inspector General, the director saw "a p or
trait of a peaceful, accommodating, provincial, Russian town."
He further referred to the town as being "a good three year
ride on horseback, at a gallop, to the nearest border";
emphasizing the isolation.

"Everyone who is an official in

this town is a crook," according to the director.
people are included:

they assure for themselves an equal

opportunity at cheating each other."
this atmosphere.

"The towns

The town is secure in

There is a hierarchy that stretches from

the mayor to the peasant, and they are allowed to cheat
according to their particular station in life; the mayor
being able to extract the most.

The mayor was required, by

l^Attended by the director and designers
16
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his acceptance of the position of power to keep order in the
accepted corruption.
When the mayor enters with his letter at the begin
ning of the play,

it is as if "one were to take a spade and

dig into an anthill.

. . .

You would have ants going every

where in a frantic, furious panicky pace."

Even with the

confusion, there is a realization Of what the task at hand
involves.

The director would want "a feeling of groupness

about them:

an organization of people, merchants as well as

officials, working as a group."
In order to disguise the corruption, there should be
considerable red tape and paperwork.

Paperwork also empha

sizes the fact that in huge amounts of forms to file, letters
to write, and memos to pass on, the bureaucracy, in effect,
"spins its wheels" in its search for efficiency.
The panic is somewhat relieved when Klestikov is
taken in and entertained, and a false sense of security d e 
velops from his proposal of marriage to the mayor's daughter.
The final blow to the system comes when the townspeople
realize they have been led to believe the man they had been
dealing with was the inspector, when in actuality he had not
arrived.

The fraud is perpetrated by their own foolishness,

and their payment is a visit by the real Inspector General.
The shock of reality and an inability to cope with the
situation is registered as the play ends.
After studying Samuel Spewack's introduction to the
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anthology, Great Farces^O, one is made aware of the many
ingredients in The Inspector General that lead to farce.
They include fast action allowing the audience no opportunity
to think, broad and vulgar comic business, and a serious p ur
pose.

Corruption is not only a serious matter, but is also

universal, making it current even though the situation is
set in Russia during the 1830's.
ment are important.

High levels of entertain

It is not enough to insert strategically

located laugh lines that may or may not be relevant.

Accord

ing to Mr. Spewack, a good writer of farce rarely deviates
from a chosen theme simply for the purpose of eliciting a
laugh.
The director further emphasizes how farce must reach
the audience.

If their attention is lost for a moment, the

play is lost.

The characters and the environment have to be

larger than life.
and speed.

The actions have to be exaggerated in size

The audience simply cannot be allowed an oppor

tunity to breathe.
There must be a recognizable environment, character
and situation.

The director wants a basis of reality that

remains evident but progressively exaggerated as the play
develops.

Without some semblance of reality, the play b e 

comes too impersonal and in fact, meaningless.

Z^Robert Saffron, e d . , Great Farces
Collier Books, 1966).

(New York:
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Discussions Between Director and Designer^!
Now that the director has stated his analysis, it is
important to place it in a context meaningful to both the
director and designer.

The play is to be treated as farce,

and the design should reflect its qualities.

The place is a

remote province in Russia during the 1830's.

The people are

not St. Petersburg sophisticates, but they do entertain their
own peculiar form of sophistication.

They are a society of

acceptably corrupt citizenry under a simple but proven state
of hierarchy with the mayor on the top and the peasants at the
bottom.

What exists between are several types including

officials, merchants, housewives, soldiers, educators and
social workers.

Their rank determines responsibility, capa

bility and their level of corruption.
It is winter, and outside one would find people
scurrying about conducting their business and trying to keep
warm.

The streets show effects of unfinished projects with

litter and trash strewn about or hidden behind a fence.
There are several horse drawn carts and sleighs about.
The mayor's home is very cluttered with furnishings,
papers and people.

According to the director, "The stage is

full of paper, debris, furniture and people.

With the clut

ter, it appears smaller and makes it impossible for people to
move without bumping into something or someone."

The papers

are representative of the many unfinished projects with
ZlSeptember 24 through October 31, 1977.
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literally stacks of forms and bundles of plans collecting
dust as they no doubt will continue to do for some time to
come.
The director wants to have "a flurry of action at
the end of the first scene with officials going in all direc
tions."

This flurry of action can be greatly enhanced by a

series of doors and archways that create a maze inspired by
the tunnels and shapes found in an anthill.

In conjunction

with the maze, the director adds, "I might want to do this,
there is some sort of framework that you can see through;
fragmented scenery that gives the impression of an interior
decoration."

With only an impression, the audience is left

to complete the picture.
The following scene takes place in the hotel and
presents a radical change in location.

Klestikov*s room is

located under a staircase and is small, dark and dirty.

This

scene constitutes a major problem since it occurs too early
in the play to warrant an intermission.
change has to be fast, quiet and smooth.

Therefore, the scene
Perhaps, while the

change is occurring, other business could be taking place,
such as:
hotel.

the mayor and company pantomiming their trip to the
The journey to the hotel presents another problem

since it suggests outdoors when the major setting is interior.
The fragmented scenery could provide the feeling of indoors
and outdoors, or the walls separating the twO could appear
solid when the scene is inside and translucent when outside.
The translucency would allow the audience to see the action
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through the walls while the scene change is taking place.
Once the change is complete, the focus would be shifted to
the hotel room.

The following scenes are in the mayor's

home and offer no special problems.
In summary, the design should first of all be based
in reality with a progression toward distortion suggesting
the extremes of farce.

This can be made apparent by the use

of fragmented scenic elements.

The distortion is suggested

by the use of shapes that are Russian yet are also crude and
indicative of a remote province where sophistication is
lacking.

The anthill motif is suggested by the distortion

as well as the fascinating but confusing lines and juxtrapositions of the scenic elements.
The actors must feel at home in the atmosphere.

The

design will have to reflect their world of superficiality.
The characters have a single basic drive - perpetration of a
fraud.

The ability to perpetrate the fraud depends on the

strength of a lie one can support with possessions and timing.
Adaptability of the Play to the Masquer Theatre .
The Masquer Theatre^^ has limitations with respect to
any play produced there.
macy.

Its one real advantage is its inti

In this play, however, it too can become a limitation.

Farce, by nature, seems to need distance to be effective since
the action is fast, multi-leveled and larger than life.

These

Z^Located on the ground floor of the Fine Arts Building
on the University of Montana campus, at Maurice and Connell
Streets.
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elements work better when there is adequate distance offering
a better perspective for viewing the action.

Since that op

tion is not available, the qualities mentioned have to be
adjusted to fit the relative intimacy of the theatre.

For

example, where decoration is often exaggerated to fit the
larger-than-life situation in a theatre establishing distance
between audience and actor, the proportions could be reduced
to fit the more intimate space.

At that point, distortion

of another sort takes the place of exaggerated proportions.
Where sacrifice has to be made in one respect, another can
be elevated.
Other limitations will have to be handled in a similar
manner.

The ceiling height is ten feet and presents real

problems in terms of scenery and lights.

The director had

called for several levels in order to offer focus to a p a r 
ticular actor when the stage is full of other actors.
several levels are more interesting visually.

Also,

However, if a

six foot actor stands on an eighteen inch platform, the
effective distance between his head and the theatre ceiling
is reduced to two and one half feet.
the need for lighting instruments.

Added to the problem is
A Fresnel spotlight,

typically used in the Theatre, may use a foot of that space
leaving eighteen inches.

Proportions are more distorted

than ever, and lighting for the situation is difficult (to
^^A spotlight that employs a lens cut in concentric
circles to produce a soft beam of light useful in blending
acting areas.
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be discussed in Chapter 4 under the title, "Lighting”).
again, some good can be salvaged.

Once

Distorted proportions can

be humorous especially if an actor has to duck his head to
get through a door that is intentionally built lower.

If one

has to compensate for height, then width can be taken to ex
tremes as well to balance the style.
Another problem that has to be considered is how the
post referred to in Chapter 1 divides the audience into two
sections with respect to the acting area.

To design lights

for the situation, one has to virtually duplicate the plot
so each section has a similar view of the action.

If the

design calls for a warm and cool light for each area on
stage, then they have to be repeated for similarity.

The

situation can be handled by having one instrument serve a
dual purpose providing warm or cool for both sides.

Another

possible solution is to have the warm colors in key positions
and add instruments that provide a general wash of cool color
for variety.

More discussion will be presented in Chapter 4

under the title, "Lighting."
The post has a similar effect on the scenery in that
the view one section of the audience has should have the same
effect on the other section.

However, since the rooms are to

be quite random in shape, this may not be a critical problem.
More discussion will be available in Chapter 4 under the
title, "Scenery."

There is a difficulty with sight lines

since the audience sections reach the north and east walls.
(See Sheet I).

If scenery is built away from the walls, the
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angle developed has to be radical enough to give the audience
a view of the action or fragmented enough giving them the
opportunity to see the action.
The lack of available entrances into the acting area
can be restrictive to the director in blocking^^.

Entrances

can be made through a door provided in the northeast corner
of the stage or around the post (see Sheet I).

With only

these two entrances, the blocking can become static unless
the design provides other options.
For the most part, this has presented limitations
with little regard to advantages.

A small house can be easy

to fill and a close audience/actor relationship attractive.
The exercise in solving problems is exciting.

It is presumed

that while there are limitations, they can be made into posi
tive factors.

Miscellaneous Factors to be Considered
The following are other factors that affect the de
signing of scenery,
Budget.

lighting, properties and sound.

General production supplies, such as paint,

muslin, hardware, etc. are provided from an available inven
tory.

Also available is a supply of stock scenery elements,

such as flats, platforms and step units.

Funds are provided

to purchase the items needed in addition for the specific
production.

Labor is paid for from another budget.

The

^^Refers to the action of the actor as determined by
the director's interpretation of the play.
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budget for items directly concerning this design are as
follows :
Scenery
Properties
Lights and

$250.00
(hand arid stage)
100,00
sound
40.00
TOTAL $390.00

Along with the budget, the shop facilities are
available for use.

The property budget supplied is for pur

chase, repair, rent and construction of those items not al
ready in stock but needed for this specific production.
Lights and sound budget is used to provide whatever
materials and equipment are needed to effect a lighting set
up and to develop sound effects and music.

Sound recording

and reproduction equipment is available as is standard light
ing and lamps.
maintenance.

This budget is not used for repair and
Lighting materials needed may be color media

unless it is already in stock or special effect materials
not already available.

The sound budget is generally used

for purchasing disc recordings, blank recording tape and
rental of special equipment.
Ti m e .

The general schedule for construction had

been established as November 3 to November 23 - twenty days.
Lighting equipment is to be hung, focused and available for
rehearsal by November 25.
ready by November 26.

Properties and sound are to be

However, there may be minor adjustments

and additions to all elements above.
The technical rehearsals are scheduled as follows and
are subject to change:
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November

26, afternoon

November

26, evening

November

27, afternoon

November

28, evening

November

29, evening

November

30, evening

Technical rehearsal
including:
director,
designer, stage manager,
crews for lights and
sound, and no actors. ^5
Technical rehearsal as
above with actors.
Dress rehearsal:
actors
in costume.
Dress rehearsal:
per
formance conditions,
actors in costume and
make-up.
Final dress rehearsal:
as above.
Opening night.

It is necessary to point out limiting factors regard
ing the construction schedule.

Because the scenery |^onstruc-

tion shop is located below the University Theatre stage, and
because the auditorium is used for classes, the shop avail
ability is reduced.

The available hours for construction on

the Masquer Theatre stage are afternoons after classes and
week-ends when not used for other purposes.

The e v ^ i n g

hours, when possible, are used for whatever shop work is to
be completed.

These hours will, however, be affected by

events scheduled in the University Theatre since work cannot
be performed when the auditorium is in use.

If work can be

completed in other spaces, the option is there as long as the
space is available.
Z^This particular rehearsal is used to pre-set many
of the lighting and sound levels and timing as well as place
ment of properties and timing for the placement of scene
changes.
Since it is in the initial stages, it can be a
tediously long rehearsal at which it is not essential to have
actors, so they were excused.
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Crews.

Personnel available for the purpose of

executing the design and running the show come from several
sources.

The bulk of the work force will come from the

Stagecraft 131 class and from Technical Workshop assignments.
The most experienced work force will come from paid technical
staff personnel and graduate assistants in technical theatre.
All volunteers will be used when available.

A workable

schedule for paid staff will be developed and maintained where
possible.

Light hanging crew and running crew will be staffed

by members of the Stage Lighting 335 class and volunteers.
Sound production and running crew will be staffed with
assigned personnel.

Chapter 4
DESIGN
There have been several discussions throughout the
month of October between the director and designers in order
to settle on the physical requirements of the play as estab
lished by the action and the characters and to provide
coordinated designs based on the needs of the play.

The

following concept is the result of those meetings and of
research of the period and materials.
Development of a Visual Conception
Since the mayor represents the pinnacle of success,
and because the majority of the play takes place in his home,
it is his home and lifestyle that are the immediate subjects
of the play.

Also, over the course of the play, nearly all

the townspeople manage to crowd in at one time or another.
The environment has been compared to that of an ant
hill and justifiably s o . 26

When things are running smoothly,

the business is routine with everyone contributing to the
greater common good of the community.

As soon as the system

is interrupted, the fragile common good turns to, "every man
for himself."
26see Chapter 3, Director's Analysis.
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The mayor's home would, at first glance, appear to be
quite warm, comfortable and even elegant.

It is built of

rich woods full of color and texture, and it has a plentiful
supply of furnishings.

The house is handsomely decorated

with arches, wainscoting, moulding and trim around the doors
and window.
It was once, however, a three room structure that had
begun to settle and sag.

The floors performed an irregular

dance in a variety of ups and downs, and the walls sagged as
if repeating the dance.

One of the doors and a window had

gone from a regular rectangle to a parallelogram.
They have not bothered to level the floors, and the
new grounds for construction were never leveled and packed
to provide a solid foundation.

The rooms are, consequently,

irregular in elevation and configuration from poor workmanship
and dodging around hills and valleys in the land.

The lines

and shapes resulting from this are angular, but at the same
time, they are almost graceful in their undulations.

They

seem to converge on the main entrance directing one visually
to the center of focus.
The available material for construction is wood found
in a nearby forest.

The coloration is a wonderful mixture

of reds, ochres and creams.

The grain is full of variety.

Generally speaking, it is very attractive, but because of a
lack of tools and craftsmanship, it is roughly hewn and ugly
at close inspection.
traffic and dirt.

It has also aged and is worn from the

An attempt has been made to treat it with
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color unrelated to its natural color.
Upon closer inspection, a lack of taste begins to
surface.

The trim around the doors and window is attached

as an afterthought and crudely shaped.

The moulding is very

simple and deceiving in its appearance.
portionate to the scale of the room.

Both are dispro

The arches are clumsy,

poorly crafted and unrelated to the space.

The decor is

flat and temporary looking, as if a good blast of wind would
be devastating.
The furnishings are abundantly supplied, but are made
up of rough, home-made straight-legged stick stools and
benches that were hurriedly built for a very simple service.
There is also a collection of pieces that were at one time
nicely crafted and stylish, but they represent a random
grouping of several unrelated periods that clash with the
other furnishings.

The best pieces are put away to be used

on special occasions only.

When they are brought out,

their lavishness stands naked and makes a false statement of
opulence.
The walls of the rooms have been covered with a
coarse fabric of natural colors that blend with the wood.
It is coarse but attractive at a distance.

It is, however,

repulsive to the touch.
Outside, the town represents a collection of small
homes of various sizes and shapes.
gaudy and clumsy.

The larger buildings are

There is a network of narrow alleys and

trails meandering about in a confusing manner.

A statue of
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a local hero on horseback stands in the village square.
Inside the hotel, is a little room under a staircase,
originally a storeroom, but now lodgings for an unfortunate
traveler and companion.

The door duplicates that angle of

the stairs and is so small one has to virtually crawl through.
A bench for a bed, a small table and a stool are fit into the
cramped quarters.
The lighting should support the natural, warm colors
of the materials.

Its motivation is candles and lanterns,

even though there is no physical evidence of their presence.
Its purpose is to give visibility, offer a mood, and give
focus to areas of high use and important characters at speci
fic moments.

The visibility is tempered with shadows caused

by focusing light on doors and arches where emphasis has been
indicated.

Mood is to be created by a cool wash^? of light

used to counter the warm key^B lighting.

Levels of intensity .

in both the warm and cool lighting will also be used to affect
mood.

Finally, the feeling of indoors and outdoors with the

use of a scrim effect will have to be considered in terms of
special lighting requirements.

Both the scrim effect and

special requirements will be detailed later in this chapter
Z^Wash refers to a general flood of light that, in
this case at least, serves the purpose of changing mood from
warm to cool and will also aid in creating shadow in con
trast with the warm highlights.
is light that establishes the major direction
of the illumination and is manifested as a pattern of high
lights and their related shadows on three-dimensional objects
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under Lighting.
Research
Visual clues pertaining to time and place have come
from photographs and renderings of structures, furnishings,
art works and costumes.

Historically, architecture styles

seem to have a wider representation.

This may be due to the

expense that develops frOm change and because structurally
they are more permanent.
between 1200 and 1840.

Therefore, this area covers periods
Furniture styles were researched

within a more limited time span - 1700 to 1820.
The following references have been of special interest
to the designer:
The Arts of Russia by Abraam L. Kaganovich
Peasant Art in Switzerland by Daniel Baud-Bovy
The Rise of Russia by Robert Wallace
The Rise of Russia provides information of a general
nature about the uses of wood.

The types of buildings and

the prevailing atmosphere found pictured were of use in
designing the background painting used in the scrim effect.
It was of further use in designing trim for around doors and
windows.

The Arts of Russia provided more examples of build

ings and atmosphere for the background mentioned above.
Specific styles useful in designing the arches were taken
from dormers on buildings pictured.

Samples of these can be

found in Plate #1, Figure 1, on the following page.

Types of

doors and decor for the doors were designed from examples
shown.
It was found that the rural lifestyle as depicted in

PLATE 1

Figure 1 Dormers/Arches

00#
%

I
%

a

Figure 2 Wainscot
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Peasant Art in Switzerland was particularly useful as inspira
tion for the decor used in wainscoting and the general use of
wood.

Samples of styles also appear in Plate #1, Figure 2.

Art works pictured in various other references, too numerous
to list, produced general feelings about countryside, dress,
furnishings, decor, atmosphere and mood.
Other sources include research compiled on the author
that provided needed information in terms of attitudes and
general living habits.

Finally, nearly everyone has retained

certain impressions of Russia from documentary films, tele
vision productions, and magazine articles.
some impressions:

"Taras Bulba"

Movies have left

(taken from a Gogol story),

"Dr. Zhivago", etc.
Costume has had its impact in that furnishings, and
to a degree architecture, are affected by period dress.
example:

For

the mayor's wife and daughter will probably be

wearing crinolines^9 that present difficulties when trying to
walk through a narrow doorway made of rough lumber.

If the

fabric is fairly coarse, the problem is further complicated.
They may also want to sit down, and if there are no furnish
ings that allow for wide skirts, it may be difficult.

The

above information was translated into sketches made for the
director's approval, as were suggestions for materials to be
used.
29petticoats, appearing in the early 1800's, that
were corded and lined with horsehair and finished with a
braid of straw at the hem.
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Wood was determined to be the basic material for
construction since it

is readily available and provides char

acteristics desirable

for this production.

As mentioned

earlier in the chapter, the wood is to have variety in color
and grain, and it must have a rough milled surface as opposed
to smooth pine.

After pursuing information related to cost,

color, grain variety,

and availability, it was found that

rough cedar (Grade 4)

was the best choice.

It comes in

random widths and lengths for variety.
The scrim effect requires an open weave fabric that
has the qualities of being opaque as well as translucent.
It also must have a heavy texture for a coarse appearance.
Availability and cost are also concerns.

Burlo-gauze^®, a

trade name given to a burlap fabric with an open, irregular
weave has these qualities.
with the cedar.

It has a natural color compatible

Availability and cost are not problems.

The remainder of the construction materials will be
taken from available scrap pieces of plywood and pine.

Some

full sheets of 3/4" CDX plywood can be used to construct the
arches.

Decor will be constructed from cedar and plywood.
Stick furniture, comprising the bulk of the furnish

ings heeded, can be pulled from available stock and treated
to fit the needs of the play.

The director wants the fur

nishings to have continuity, therefore, all will be finished
in a similar manner.

Other pieces may also be pulled from

SOsamples of this fabric are readily available through
theatrical supply houses, as are other specifications.
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stock since there is a wide variety of tables and chairs that
reflect styles in the periods mentioned.
Other items can be taken from stock, such as flats
needed for background, platforms for offstage, and hand
properties that fit the needs of the play.
(Casein)will

The paint used

come from stock supply.

Scenery
The following discussion reflects the research,
thumbnail sketches^Z and other study that is to be developed
into the scene design.

The design is presented in terms of

individual parts that contribute to the whole.

Some of the

problems mentioned in Chapter 3 relating to the Masquer
Theatre will be discussed.
Floor p l a n .

The floor plan, a detailed view showing

the location of walls, steps, doors, windows, etc., is seen
as if looking down on the set.
(heights) of the scenery floor.

It also indicates elevations
For the director, it provides

the information needed to plan the movement of his actors.
It is the basis for the completed design.
A design can be developed from one of two methods.
One can develop sketches that present the scenery as the
T 1

,

A flexible paint, in a paste consistency, that can
produce a single coat coverage, or with enough water, can
produce stains and glazes.
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Quick sketches used to develop various ideas con
cerning the design of the overall conception as well as
individual elements.
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audience sees it and create a floor plan that serves the
sketches.

The other method is to develop a floor plan that

serves the needs of the play and develops a design that grows
from it.

Both methods were considered.
Original attempts have been combined and are repre

sented in the drawing appearing on Plate 2 as Figure 1, on
the following page.

Once the original sketches were accepted,

this floor plan was produced.

The problem with the plan,

even though it satisfied spatial needs, is that it is too
rigid.

It lacks visual interest and does not provide inter

esting travel patterns for the actors.

It also does not

reflect the anthill theme in shape or line.

The director was

not adverse to the plan, but he was not excited by it either.
The next sketch of a possible floor plan (Plate 2,
Figure 2) presented the director with some inspiration.

It

contained irregular shapes for rooms reflecting the meanderings of tunnels in anthills, and the desired crudeness.

The

angularity contributes to the tension apparent in the dialogue.
The location of doorways and arches developed a maze
creating some interesting potentials for movement, and eli
minated possible traps that lead to static blocking patterns.
Rooms grow from each other.

Shapes grow away from and run

counter to the box-like shape of the acting area, promoting
visual interest.

The floor plan encroaches into the audience

area causing them to be more directly involved.

Encroachment

also aids in justifying the use of the inner lobby as another
part of the mayor's house.

This plan also presents better

PLATE 2

Figure 1

X \

\\

Figure 2
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solutions for establishing indoors and outdoors.

With the

door located stage right, another access to the acting area
was provided.

Once the ground plan had developed, the rest

of the scenery was allowed to grow from it.
The floor is irregular in elevation as well as shape
offering another dimension of interest

(see Sheet lA).

Elevations used in this manner suggested the settling, poor
craftsmanship and the undulations of anthill tunnels.

The

changes support the flow of movement from one room to another.
Since the director has pointed out the need to clut
ter up the stage, the size and quantity of the rooms was a
consideration.

By making the area containing the main

entrance small as well as high, the director will need only
a few actors to create a crowd.

Other rooms are quite small

and easily treated in a similar manner.

The only exception

is area "E" which is used for social gathering and is more
formal.
The change to the hotel scene occurs here, and addi
tional furnishings for impressing Klestikov will be added
for the scenes following.

The final scene with virtually the

whole town within its confines will be played in area "E".
With its many demands, it is only logical that it should be
larger.

Its contrast in size adds interest and creates a

good visual starting place to scoop you up and lead you
throughout the remainder of the house.
The problems in designing created by the down center
post in the Masquer Theatre have already been introduced in
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the previous chapter.
in three ways.

It has directly affected this design

First, each side of the audience is given a

share of the scenic picture provided by the painted back
ground and the back wall of the mayor's house.

Second, the

main entrance has been set at an angle giving preference to
neither side.

Third, even though the rooms within appear

random and the doors develop any number of traffic problems,
the layout of the floor plan is oriented toward the post and
the main entrance.

This creates a line between both points

and divides the floor plan in half as if to say each section
of the audience has its share.
Walls, doors, arches, window and trim.

The floor

plan has established the placement of these elements and the
research provided the information needed to design their shape
and trim (decoration).

(See Sheets VI, IX, X, XI).

Impor

tant considerations in developing these elements were frag
mentation from upstage to downstage, the provincial aesthetics
as established by the director and designer, the nature of
the play, and the technical requirements.
As the scenery develops from upstage to downstage,
less of the detail needed to establish an element is used.
What is or is not fragmented has to be carefully chosen so
the audience is left with enough information to complete
the shape in their minds.

The other consideration is whether

or not they will be able to see the action.
the play

The nature of

(with realism gone awry) is seen in the bold lines
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of the shapes and distorted angles and proportions.
The walls repeat the elevation changes of the floor,
as do the window,
the steps

the stage right door and the railing.

Even

(see Sheet VIII) from one area to another have the

same distortion.
The trim has been simplified to the people's level of
craftsmanship and artistic sensibilities.

The detail on

doors, window, and the wainscot were adaptations from decora
tion for exteriors found in research.

As they are normally

seen from a distance, they are bold and simplified, lending
themselves to the character of the people.
Scrim walls separating interior and exterior have
the quality of being opaque or translucent, depending on
the light source.

The amount of translucency controls how

well the audience sees the actors as they pass by and the
background.
Backing flats with painted scenes.
to depict the town in a winter setting.
and 4 on the following page.)

These scenes are

(Refer to Plates 3

The method for painting is to

be a line drawing of the various shapes with color in the
areas indicated.

As one can see by the scale used, the

placement of the flats
like method,

(see Sheet lA) and the nearly cartoon

there is not to be any attempt at illusion.

As

an actor passes by the scenes, it will not appear as if he is
on a street looking at the buildings.

The lack of perspective

supports the two-dimensionality of the technique.

PLATE 3
PHOTOS OF PAINTER'S ELEVATION

PLATE 4
Notes for Painting Background:
1.
2.

Secure flats to paint frame as they would be used in theatre and apply
base coat.
Translate painter's elevations to flats in a free hand manner with char
coal sticks.

3.

With a lining brush (no smaller than 1" round, go over charcoal lines
with casein mixture prepared by designer, and fill in area indicated at
the top of the background.

4.

Fill in shapes as indicated (with the colors provided).

Tools
4" lay-in brush for base
1" to 2" round liner brush
2" round or appropriate brush for filling shapes and top of background
General;
Freedom to interpret is important.
It is not critical to make an exact
replica, in full scale, of the elevations.
It is important to feel comfortable with
the style.
Tools to be used as indicated above are only suggestions.
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Hotel scene.

The location is represented by a self-

contained staircase (see revised drawing.

Sheet VIII) light

enough for two crew members to carry, a bench used as a bed
and a stool.

The bench and stool will be carried on by a

third crew member.

The entrance to the hotel is provided

by the stage right door.
near the post.

The location (see Sheet lA) is

The staircase in conjunction with lighting

(see Lighting, Chapter 4) will develop the physical limits
of the room.
Rendering.

After producing several sketches of the

design, the designer is given tentative approval by the
director to pursue the idea.

It is at this point a designer

should develop a rendering of that idea.
The rendering
drawing

(see Appendix I) is also a scaled

(generally 1/2" = one foot) in perspective that d e 

velops the mood as well as presents the scenery as it should
appear once constructed.

Not only is it a communication

link between designer and director, it is also a way of
graphically presenting the scene to the actors and crews
involved with the production.

It is especially helpful in

the areas of painting and lighting.
Painting the scenery.
is to brush on a thin mixture

The method for aging the floor
(stain) of a neutralized-brown

casein, applied several times until the proper amount of
aging is achieved.

The stain should be concentrated between

joints and edges of the wood.

Enough of the natural colors
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in the wood is to be left exposed to offer even more variety
in color and texture.
The walls, because somebody thought it might be good
taste to do so, have been treated with various colors.
peasant art samples,
use of color.

Also,

found in research, have indicated their

Finally, the background will have several

colors over its surface, so to establish a relationship, some
of the color will be used on the set.

The method to be used

is staining with a thin mixture of casein and brushes.
The hotel scene has a distinct appearance.

Because

of the low levels of lighting to be used, and because it is
a close, depressing atmosphere,
descript.

it should be dark and non

It will simply be painted flat with a dark brown

color.
Lighting
The primary effect the lighting design must achieve
is mood followed by visibility,
ment

(indoors vs. outdoors).

focus and physical environ

The following material will

discuss how this is to be achieved and the elements to be
used in achieving it.

Also included in the discussion is

lighting the hotel scene, scrim effect and the problems p re
sented by the ten foot theatre ceiling and the post.
The mood is multi-faceted.

Intensity levels will be

low and warm during the calmer moments of the play.

Coolness

and higher intensities will be apparent at relative moments
of tension.

While the action relates happiness and celebra

tion, the warmth and higher intensity will prevail.

Where
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there is concern and intrigue, the intensity will be lower producing shadows where there is no light.
Visibility is important since actors in their environ
ment have to be seen.

The director, however, has stated re

peatedly that he is not concerned by actors moving in and out
of shadows.

The manner of focusing will not concentrate on

producing an even field of light.
will

Nonetheless, the actor

be seen, but seen relative to the prevailing mood.
The director has indicated the need to emphasize the

actor at the point of entrance as if to punctuate the moment.
Consequently,

the key instruments will be directed at the

doors and archways.

Area "E" is quite large and since there

are no physical doors around the post, the nearby area will
receive a similar treatment.
ces and exits are made there.

It is justified in that entran
Other instruments will be added

to heighten positions of high use not already covered by key
instruments.

Focus will also be used to emphasize general

areas at key moments.

Therefore, area control (to be dis

cussed later) is an important element contributing to this
effect.
Generally
is more

speaking, the lighting for the mayor's home

pastel or less saturated with color.

Because of its

size and location, it is open and subject to outside light;
whereas, the hotel room is located under a staircase and is
smaller and closed to outside light.

Outdoors it is winter,

the ground is covered with snow, and the sunlight is diffused
by ice crystals in the air.

It appears cold as opposed to
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the warmth of indoors.
Because of the two-dimensionality of the painted
background,

the light will be general on the off-stage side

of the scrim walls.

Actors in this light will appear rela

tively two-dimensional because of the quality of light, the
painting,

and because they will be seen through the scrim.

The scrim, is an optical barrier that diffuses the shape,
making it less sculptured in appearance.

Indoors contrast

in the lighting will cause the actor to appear more threedimensional.
The mayor's home will be treated with less saturated
color, bastard amber

(Rosco 202) and no-color pink (Rosco

225) in key instruments.

The wash color, used to change the

overall color mixture from warm to cool, will be light blue
(Rosco 252).

The background will receive equal amounts of
•7 T

primary blue and white

(clear) roundels

will use more saturated colors.

. The hotel scene

Orange-amber (Rosco 210)

will be used in the key instrument, neutral gray (Rosco 280)
as a toplight34 and light blue in the instrument illuminating
the stage right door.

Light blue is used once again in the

backlight^S for the main entrance.
In the discussions of area control following.
S^Colored glass filters commonly used in striplights.
34ln this particular case, it is meant as an atmos
pheric light causing the scene to appear relatively oppressive.
S^Light from high behind the actors used here to sug
gest the feeling of outside light coming in as the doors are
opened.
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references are made to key instruments used in the various
areas and are labeled A, B, C, D and E (see Sheet XII).

Area

control allows one to follow the action by either raising or
lowering intensities.

Focus, mentioned earlier, is attained

by increasing light intensity and de-emphasized with lesser
intensity.

For this design, areas A and B are to be combined,

and C, D, and E will be kept separate.

A and B are closely

related while C and D are on opposite sides of the stage.
Area E, because of its size and use, is to be controlled
individually.

A degree of color control will also be devel

oped, allowing the designer to change the quantity of amber,
pink and blue light so as to attain whatever relationship is
desired.
The control is dependent on the quantity of dimmers
available.

In this case, eighteen dimmers will be used, six

with a capacity of 6000 watts and twelve of 3600 watts.
colors are on individual dimmers as follows:

The

ambers and

pinks will be kept separate in each of the areas, and the blue
wash is to be distributed over three dimmers with little con
cern for area control due to its general wash quality.

There

is no need for color control in the lighting for the back
ground since the desired color mix will be achieved by the
number of blue and white roundels used.

The only control

needed is intensity and area (north wall and east wall).

The

remaining instruments, because of their special nature, were
assigned individual dimmers.
The instruments to be used in this production will be
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6" SOOw Fresnels serving the bulk of the lighting needs, 6"
500w ellipsoidal reflector spotlights^b used in special
situations, and striplights37 using twelve R-40 ISOw flood
lights as lamps.

Because of its qualities, the Fresnel is

considered to be the best suited instrument available from
existing stock for use in the Masquer Theatre.

This is based

largely on its ability to cover areas evenly at short dis
tances.

The Fresnel, by changing its focus, can produce a

wide or narrow beam of light.
spotlight

The ellipsoidal reflector

(Leko) is suited for uses where the light beam has

to be shaped as in the hotel scene.

The striplights produce

general illumination and can be treated with color.

They

appear to be the best possible choice to light the back
ground.
The most critical step in developing lighting in the
Masquer Theatre is in placing and focusing the instruments.
Much of the problem is the result of the ten foot ceiling and
the post.

Because of the low ceiling, an efficient vertical

angle with respect to distance from the subject to be lighted
is difficult to achieve.

For example:

if a six foot actor

is standing on an eighteen inch platform, his head is one
and one-half feet away from the instrument, leaving little
S^Employs a system
soidal reflector and light
intense beam of light that
be shaped with a system of

of plano-convex lenses, an ellip
source.
It produces a hard-edged
can be softened somewhat and can
shutters.

3?Instrument, consisting of a number of light sources,
used to produce a general even flood of light.
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room for adjusting the angle or for the instrument beam to
spread out to cover the area.

The only recourse is to move

the instrument away from the subject and to use a flat angle.
This produces flat light in that it is nearly straight on.

A

possible solution is to take advantage of a wider horizontal
angle.

Some angle, no matter how achieved, is better than

none at all in producing the directional light needed to
accent three-dimensional shape.
The post divides the auditorium into two sections
equal in size.

The problem is similar to that of the scene

design in that each side should receive equal treatment.
However, because the key instruments will be focused at the
doors and archways rather than treating an area, the problem
is not as apparent.

No matter which way the door is facing,

the instruments will be placed and focused at either side of
the opening.

As a general rule, the key pink instrument is

directed toward the left side and key amber on the right.
(See Sheet XII).

Another general concern is to keep the

light out of the audiences' eyes.
The wash instruments, since they produce general
illumination, will be aimed directly across the acting area
from their positions.

The light from the Lekos for the hotel

area are to be shaped to fit need, for example, the limits of
the interior of the room are determined somewhat by the light,
and the stage right door is to be framed in light.

The rail

ing and couch specials are placed and focused to provide
emphasis for the areas to be covered.
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The striplights, with the onstage lighting, create
the scrim effect.
appear opaque.
evident.

If the strips are off, the walls will

If they are on, the translucency becomes

Changes in the balance between the two create

different amounts of translucency.
The sequence of lighting cues is to develop from the
generally relaxed atmosphere of the first setting to a grow
ing sense of urgency and tension.

Just prior to the hotel

scene an important transition will be needed to provide for
the scene and to recreate an atmosphere appropriate for the
small hotel room.
transition.

The scrim effect will be included in the

Following the hotel scene the tension continues

to grow to a climax at the end of the act.

The second act

will open a bit calmer and once again develop the tension
with only brief interludes of relative calm.

The end of the

play should present the ultimate extreme.
Technical Drawings
In order to provide for the execution of the design,
a full set of technical drawings describing how to create the
separate elements of the design are necessary.

They are the

communication link between the technical director, the designer
and the construction crews.

Even though the technical direc

tor and designer are one, the process is still important
since it promotes a clear understanding of how the scenery
is to be constructed.
The drawings usually begin with the ground plan.
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followed by

thevarious elevations of

vertical units.

tical units

in this case are anything

that rise above the

stage floor.

For example:

Ver

the floor plan of the rooms

(see Sheets

II, III, IV) not only develop the view as

from above,

but also as seen from the

seen

side.

In addition to the drawings are notes on materials,
methods of construction and all other information not neces
sarily communicated in the drawing.

The drawings also es

tablish where various elements are to be located and how
they are attached or placed.

The painted scenes for the

backing flats appear in "Painter's Elevations."
3 and 4).

(See Plates

These elevations describe how the scenes are to

be drawn and painted, how the various colors are to be p ro
vided and what tools should be used.

Notes comprise a

considerable amount of the information.
The light plot

(Sheet XII) provides the information

needed to hang each instrument by locating them on a floor
plan.

The chart on the side indicates all other information

needed to achieve the desired control over the instruments.
It is used also as a guide for crew members when checking
for problems during the technical rehearsals and performances.

Chapter 5
EXECUTION OF THE DESIGN
The scheduled date for the beginning of construction
had been set for October 31 during regular construction
hours^B.

This had to be rescheduled to set aside time to

put in a previously planned permanent wood floor over the old
concrete and tile stage floor in the Masquer Theatre.
Technical drawings had to be developed in time to
provide enough work to maintain steady progress.
construction consideration was the scenery floor.

The first
The draw

ings needed (Sheets I through VI) were completed and measure
ments were taken for constructing the background flats.
Drawings for the flats were unnecessary since standard con
struction procedures were followed.

The stagecraft class

provided much of the work force for this job.

Other drawings

would soon be needed for walls and doorways.
The time allotted for completion of scenery estab
lished rather rigid demands.

The scenic floor was to be

S^Hours were 1:00 to 5:00 and 7:00 to 10:00 P.M.
weekdays and 9:00 A.M. to 12:00 noon; 1:00 to 5:00 P.M.
weekends except when conflicts arise such as classes in
both theatres, pre-scheduled programs, etc.
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completed by November 7^^ with construction beginning by
November 3.

The outer walls needed to be in place by

November 12 with the textured scrim attached by November 19.
The interior walls had to be in place by November 16.

The

staircase unit, doors, arches and window would also have to
be ready by November 21.

The scenery had to be ready for

texturing and painting by the same date.

Painting had to

be finished by November 23 so lights could be hung that
evening.

Touch-up work could continue for as long as needed

provided it did not interfere with lighting and technical
rehearsals.
The final step before construction could begin was
ordering materials.

Only two major purchases had to be made.

The cedar was available locally in one thousand foot bundles.
Even though preliminary estimate determined a need for only
776 feet, a full bundle was ordered, and because the distri
butor decided they would rather not break bundles, the order
came with six inch widths rather than random widths.

The

other major purchase was the thirty yards of Burlo-gauze
needed for the scrim.

It could not be ordered locally so

the fastest possible service was requested.40

Once again the

S^The scenery floor, with its undulations and levels,
required considerable rehearsal time to allow actors to b e 
come accustomed to the conditions, thus making the early date
necessary.
^Ogurlo-gauze purchased from:
Van Waters and Rogers,
Division of Univar, Spokane, Washington, and is also available
from Dazian's, Inc., New York.
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amount of material ordered was somewhat more than needed
since a savings of ten cents per yard could be realized.
The remaining materials in both cases would be used in other
productions.

Construction.

On the floor plan (see Sheet I) vari

ous points of reference were developed, to be transferred to
the stage floor.

The first point used was the pilaster in

the northwest corner of the stage.

From that point and from

a point along the north wall, a perpendicular was established
forming the ninety degree angle of a triangle.

A measure

ment was taken along the line just established, developing
the final point of reference for the hypotenuse of the tri
angle.

Once that single line and point had been established,

it was a simple matter of extending the next line along the
back wall of the scenery with reference to known points in
the theatre.
other.

Each point and line seemed to develop from the

(For an example of this procedure, see the penciled

in portion on Sheet I).
It was decided that if there was to be any error, it
should occur at upstage center around area A.

Consequently,

once the stage right line of the scenery back wall had been
established, the next would eminate from the southeast
pilaster.

The same procedure was used.

There was found to

be very little error as the two lines converged.

The next

step was to develop the perimeter of area A, then B, etc.
until the total had been developed.
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Layout was progressing in area C when the faculty
scenic designer pointed out how the work completed so far was
to be for naught.

The director had earlier pointed out the

need to provide platforming between the scenery back wall
and the background to elevate the actor, making him more
visible.

The platforming to be used was from existing stock

to defray additional expenses in constructing special ones.
The stock platforms were to be two 3* x 8*s and one 4' x 6'.
A three foot space had been left along the north and east
walls which was presumed to be enough.

However, no allowance

had been made for mounting the background.

With additional

allowances for junction boxes, conduit, structural elements
(windows and vents), and 2" x 4" lumber attached to the walls
to mount the flats on, the accumulated safe allowance should
have been six inches.

Therefore, the space should have been

three feet, six inches, not three feet.

Two feet, six inch

wide platforms did not exist in stock.
Rather than moving the entire set downstage six
inches,

it was decided to maintain the points of reference

at the pilasters and move the rest of the set.

The result

was a constriction toward the center lineal and a slight
distortion of the original shapes.

The constriction altered

the widths of walls to be erected around area A, and the
upstage sides

(except where the double door was located)

41lmaginary line drawn on the floor plan intersecting
the northeast corner of the post and the east jamb of the
upstage door.
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of the platform for the area.
area, the others were affected.

Because of the affect on one
The problems this created

could be dealt with as they came up.

By the evening of

November 4, the lines were layed out and the area A platform
was built.
The procedure for constructing a platform was as
follows:

rip a piece of 3/4" CDX plywood scrap or white

pine scrap to its width as specified by its elevation and
cut it to the proper length (see Sheets II, III, IV).

Next,

set the piece on edge along the lay-out line, staple it to
the wooden stage floor (with two inch s t a p l e s ) a

small

block cut from pine scrap along side the platform support.
Care had to be taken that the block did not interfere with
the placement of other support pieces.

Once the block was

in place, the base of the support piece was stapled to the
block.

As additional supports were added in a like manner,

the ends of each were stapled together.

The general rule of

thumb was to have a support every two feet and/or for every
joint at an elevation change unless the elevation was at
zero inches.

It could then be stapled directly into the

stage floor.

After all the supports were in place, the

cedar tops were laid and stapled running at near ninety de
gree angles to the interior supports.

The 1" x 6" cedar

boards were stapled, then trimmed, where possible.

At lower

elevations, the cedar had to be marked and pre-cut before
42nigh power commercial, compressed air staple guns
used for construction.

54
stapling.

This did not prove difficult once all the respec

tive angles had been established.
The need for the aesthetic evaluations occurred as
the cedar tops were added.

(See photo of finished set).

Various flooring directions were taken as the elevations
changed.

It was fascinating to watch the growth of the

various rooms.

The random directions could not be predicted

in the technical drawings, but as work continued, the in
tuitive evaluation became easier and more natural.

As a

matter of fact, several of the crew members seemed to grow
with the rooms and were eventually making judgements on their
own with final decisions by the technical director/designer.
The work at this point, considering deadlines and restric
tions, should have been tedious, but instead was exciting.
Once the floor had been finished (November 8), the
cast was able to rehearse on it.
growth.

They too began to feel the

It was interesting to watch their reactions as new

elements were added.

Strangely enough, the expected loss of

time due to the rehearsal on site did not come about.

There

was always work in the shop area to keep crews busy.
During this first week as the floor was being built,
other crew members were building the background and preparing
the surfaces for painting.

The preparation was a base coat

of slightly grayed, white casein paint.

The flats were also

back painted to prevent light leakage and to preserve the
materials.

55
It was understood that a nine foot tall flat could
fit anywhere on the Masquer Theatre stage, so all flats were
built to that height with width variations to fit the wall
space,

leave an opening for the door, and enclose the heater

and various water pipes.

The flats would then be secured to

the 2" X 4"s as stated previously.

These were to be attached

to the walls of the Masquer Theatre with a Ramset^S since the
walls were surely concrete.
Two assumptions had been made that created very
frustrating moments.

First, a nine foot flat does not fit

everywhere since the addition of the new wooden stage floor.
Along the east wall, a structural obstruction exists bring
ing the ceiling within 8' 11 3/4" of the floor.

One cannot

force the flat in for fear of damaging the obstruction.

Also,

the maze of conduit and water pipes dip to about 8'5" in the
area around the heater.

The flats had been painted by the

time the discovery had been made, so, they were angled and
wired to the 2" x 4"s and pipe to get by the obstruction.
The flat by the heater had to be cut down to fit the location.
The other mistake came with assuming the north wall to be
concrete when instead it was ceramic block.

The Ramset nails

did not hold and Molly-Bolts^^ would not reach, so, once
again the flats had to be wired in place.
43Ramset - a powerful nailing tool.
The driving
force is a blank cartridge like those used in pistols.

wall.

44a device used to attach items to that type of
It employs a bolt and a spring loaded wing nut.
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Everything else seemed to go well.

The second week

found crews building the back walls of the mayor's house.
(See Sheet IX).

These were built with cedar ripped to four

inches wide and constructed similar to standard flat con
struction.

Angles indicated had to be provided for, but no

real problems developed.

Once built, they were placed and

attached to the stage floor and platforms.

Scrim fabric was

to be attached later after it had been cut in pre-measured
panels and treated with a spatter technique.45
Another crew was cutting the shapes for wainscoting
as shown on Sheet X.

If the shapes were to be used on the

back wall, they were cut from 1/4" AD grade plywood; other
wise, they were cut from 3/4" CDX plywood since they could
receive rough treatment.

Once they were cut and the back

walls were placed, they were attached as per instructions.
The crew that had been working on the scenery floor
continued construction on the interior walls and arch sup
ports when the space was available.

Other times were spent

cutting the arch shapes and building the mouldings
Sheets X and XI).

(see

Arch shapes were cut from 3/4" CDX ply

wood because its texture is similar to the cedar.

The only

problem was that rather than cutting them as shown in the
drawing, instructions were given to have them cut as smooth
curves.

This was corrected.

The moulding (see Sheet XI)

45a long bristled, four inch lay-in brush with paint
on it is struck against the free hand depositing droplets of
paint on a surface.
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was formed from cedar with routered and angled rip cuts made
as shown.

Once the material was cut, they were glued and

stapled together.

General lengths were made and cut to fit

on site.
During the final week, the staircase was built as
shown in Sheet VII.

It was built from lightweight materials

since it was not functional and was to be hung from a pipe
in the ceiling.

The difficulty was its bulk.

up, it was very noticeable.

When raised

The method was abandoned, and

the unit was instead converted (see Sheet VIII) into a selfsupporting unit to be carried on and off by scenery and prop
crew.
Also during the final week of construction, the
arches were fitted or hung as shown in Sheets X and XI.

When

attached to an upright, glue and dowel pegs were incorpor
ated.

The arches needed additional support and were wired

to pipes in the ceiling.

The window and doors were built

and hung with trim added as shown in Sheets VI and XI.

The

window and trim were constructed entirely from cedar with
acetate plastic as substitute for glass.
built with white pine frame,
plywood trim.

The doors were

1/4" plywood facings, and 3/4"

The trim over the doors was cut from cedar.

The step units were built as shown in Sheets VII and VIII
and nailed in place.

The railing shown in Sheet X was also

constructed from cedar.
Sheet XI).

(The hand rail moulding appears in

The railing had to be very strong due to u n 

usually rough treatment.
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The wainscot, cornice and base moulding had already
been constructed, and guided by the technical director/
designer, was installed along the interior walls.
cornice was used only on the back walls.

The

The final con

struction included the scrim arid the platforms behind the
set.

The only problem with attaching the scrim was that in

a short time it sagged and had to be tightened.
forms created little problem.

The plat

Construction was complete by

November 21 with only minor adjustments and additions to be
made.
Painting.

Plans had been made to stain the wood

with a burnt umber and blue mixture of scene paint.

The

floor, because of the use given it during rehearsal, took
the stain very well.

The wood was also very dry, so the

stain could be applied with several applications until a
satisfactory tone was reached.
a two inch, round,

The paint was applied with

lining brush, chosen for its firm bristle.

The stain was applied mostly to the spaces between the cedar
boards, edges of platforms where exposed, and joints where
elevation changed.

The facing around the downstage edge of

the stage was painted solidly with a burnt umber and blue
mixture.

The facing on the step units was painted using a

dry brush technique so as to allow some of the wood to show
through.

This aided definition of areas in much the same

way line defines a space.
The walls would not take the stain in a similar
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manner.

The stain seemed to sit on the rough fibers of the

wood and leave little indication of its presence.

It seemed

reasonable that if the paint was to be effective, it would
have to be more concentrated and applied with a dry brush
technique.

A neutralized mixture of green was prepared and

applied to the verticals of the back wall.

An ochre was

applied to the wainscot shapes, the burnt umber and blue m i x 
ture to the mouldings and a neutralized mixture of burnt
sienna was applied to the interior walls, arches and window.
The final painting to be done on the set was to
stain the doors and paint the staircase unit.
was, once again,
the floor.

The stain

the burnt umber and blue mixture used on

The stain emphasized the grain in the plywood,

producing another texture.

The staircase was painted a

solid color similar to the facings mentioned earlier.
attached frame door was stained as the other doors.

The
The

underside of the staircase was painted a blackened umber so
it would be lost in shadow.
The final painting project actually occurred earlier
in the construction period.

The backing flats were con

structed and prepared in the first week of construction.

A

scenic artist had been assigned the duty of beginning the
project from the painter's elevations
Chapter 4).

(see Plates 3 and 4,

Later, as work load was somewhat reduced or

construction was at a halt because of conflicts, the designer
joined her.
The setting was winter, and the snow kept the scene
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white with only occassional areas of strong, loosely applied
color similar to the colors used in painting the set.

The

outlining was to be highly contrasting so it could be seen
through the scrim.

It would also maintain the curvilinear

quality and the feeling of continuity within the shapes as
they occupy the space.

The tools used were brushes no

smaller than a one inch round and as large as a two inch
round.

This promoted speed and freedom of movement over the

surface.

This did not dictate a lack of variety in line

quality.

Color was applied freely with little concern about

staying within the lines.

The top and bottom were bordered

with the same color used for lining.

Since the flats were

seen through a scrim, there was no need to dutchman^G.

How

ever, the area seen by the audience as the double door was
used, needed to be heavily spattered with the base color to
diffuse the painting as the scrim diffuses.
The lighting equipment was hung by the assigned crew
and the designer, as when laying out a light plot, it is not
always possible to predict the exact location of instruments.
Minor adjustments had to be made to achieve the best possible
distance and angle.
Once the instruments were in place, they were plugged
into their circuits and patched into the assigned dimmers.
The final steps were to focus the instruments as assigned by
^Gfengths of scenery muslin approximately six inches
wide applied to the joint between flats to hide the crack.
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the light plot and insert the proper color filters.

The

lighting hang was completed on time (November 25).

Minor

adjustments would be made once the actors were seen in the
lights.

Chapter 6
PROPERTIES AND SOUND
In general, both areas were to be under direct
control by others.

Properties, because of the complexity

of the need and the direct relationship to the design, r e 
quired more guidance from the designer/technical director.
Decisions as to what was needed came from the director with
suggestions by the designer and the property master.

A crew

was assigned to obtain properties and to run the show.
Sound and music tapes had to be made and the respon
sibility for the process was again the designer/technical
director's.

The actual production of the tapes was handled

by the crew head and a crew member was assigned to him for
the run of the show.

Progress reports were requested and

suggestions were made by the designer/technical director.
A more direct involvement came in both areas during technical
rehearsals.
Properties.
quality.

The properties have several levels of

There is the basic level of stick furniture, clay

dishes and wooden spoons.

The next level is furniture with

some decoration (crafted with tooled parts), ceramic dishes
that have a baked decoration and metal spoons.
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The final
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step is furnishings with padded fabric upholstery, fine china
and crystal, the best silver - the height of "poshlust".

The

last level of opulence only occurs when dignitaries come on
the scene, such as an official from the capital.

An everyday

situation would find the mayor lounging around on the stools
and benches, drinking vodka and eating biscuits.

When

Klestikov arrives, it is wine from France, hors d*oeuvres and
linen napkins.
A complete list of properties, stage and hand, ap
pears in Appendix IV.

The budget amount and a statement as

to how it was to be used appear in Chapter 3.

The duties of

the props master were to read the play and understand its
needs, request a rehearsal props list from the stage manager,
and become familiar with the procedure for acquiring the
props on the list.

For the purposes of rehearsal, all pieces

were provided from existing stock.

Once rehearsal props had

been located and delivered, the final list of production
props was determined.
duty to acquire

It was then the property master's

(purchase, stock, rent or borrow) the items

on the list and have them available no later than November
26 (first technical rehearsal).
The props master was provided with a crew and their
responsibility was to aid him in whatever way possible in
efficiently acquiring, preparing or constructing props appear
ing on the list.

The crew members were to provide for the

props master a schedule stating when they would be available
for work.

The crew was expected to read the play and become
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familiar with procedure for implementing the list.
Once the properties were organized, the technical
director/designer had to evaluate the choices.

Some items

were rejected and suggestions made as to how substitutions
or adjustments could be made.

For example:

stools and

benches were brought in from storage, but they would have to
have minor repairs and be painted using the burnt umber and
blue mixture mentioned in Chapter 5.

This was to be followed

with dry brushing in ochre and burnt sienna to simulate wood
grain.

They also had to be treated with a latex sealer since

water would be spilled on stage.

Some benches needed to be

remodeled to fit the needs of the production.
Properties had to be fabricated, such as, authentic
appearing Russian money of the period and a portrait of
Nikolas I.

A crew member was assigned to research and fabri

cate them.

Certain properties were to be used only for each

dress rehearsal and performance, such as, food products and
borrowed pieces of high value.
Once the properties were ready, they had to be organ
ized for the run of the show.

Tables had to be set up in

the lobby and the properties room for the properties.

The

scene change became the responsibility of the properties
master, and because of this, two additional crew members were
made available.

The set-up had to be ready prior to techni

cal rehearsals and performances with changes made during the
intermission.

After each rehearsal and performance, props

were to be cleared and stored.

The final duty was to return
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the properties to storage and return borrowed props to their
owners after the final performance.
Sound.
gated.

The responsibility for this area was dele

The sound head was, however, informed of his duties

and assigned a crew member.

Equipment was made available

and budget was allocated for expenses.

The crew head then

determined with the director what music and effects were
needed.

The tapes were produced prior to the technical r e 

hearsal period with only minor adjustments expected.

Speaker

placement was jointly established by the crew head and the
designer/technical director.

The selection made (near the

ceiling on the offstage side of the scrim - one speaker per
side) was found to offer the best quality sound for the
conditions.
The equipment used was as follows:

two stereo tape

decks, mixer, amplifier and two speakers on platforms hung
from the ceiling.

The crew member was assigned and trained

by the crew head.

Once the technical rehearsals began, cues

were assigned by the director and levels were set with ad
justments throughout the rehearsal period.

After the run of

rehearsals and performance, they were responsible for return
ing the equipment to storage.
The following is a summary of the effects and music
used for this production.

At 7:30 P.M.,

the pre-show music^?

47a collection of various compositions that were of a
Russian style or that used instruments easily recognized as
Russian.
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began and lasted until opening curtain.

This was to be used

in conjunction with the lighting in establishing atmosphere
for the audience.

As the act opened, the music faded and

was followed by a recording of footsteps crunching in the
snow (cornstarch).

This sequence continued in this manner

through the remainder of the act.
minutes more of the pre-show music.
under music that soon faded.

The intermission used ten
The second act opened

The remaining effects were

sleigh bells coming and going and wedding bells.
of the play was accompanied by more music.

The end

Chapter 7
TECHNICAL REHEARSALS AND PERFORMANCES
The production elements must now be brought together
under the guidance of the director and the technical direc
tor.

Problems confronted and their solutions will also be

discussed.
Technical Rehearsal Period
All the technical aspects were now ready.
running properties,

The crews

lights, sound, scenery, costume and make

up for the show had to be included.

The organization and

timing for executing their various duties had to be estab
lished.

Of particular interest for the purposes of this

project were the lights, sound, scenery and properties.
The schedule for the technical rehearsals can be
found in Chapter 3, Miscellaneous Factors to be Considered.
All technical crews were asked to be in the theatre one hour
before rehearsals began in order to check out lighting and
sound equipment and to place properties.

Since the second

and final dress rehearsals were conducted under performance
conditions,

they had to be ready to check equipment for pro

blems by 7:00 P.M.
The first rehearsal involved the designer/technical
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director, director,
stage manager.

lighting and sound running crews and the

No actors were called since decisions were

to be made between designer and director as to how the vari
ous technical aspects were to be used.

It is purely a

technical rehearsal to pre-determine which lights were to be
used when and at what level of intensity.

The timing needed

to execute each change of lighting was also set with the
information recorded on cue sheets.

The timing and cue n um

bers were also recorded in the stage manager's script so he
could warn crew members when to execute cues.
were handled in a similar manner.

Sound cues

The various effects were

added at the right time and given an appropriate volume
level.

They were also recorded by the crew member and stage

manager.
The next rehearsal involved the actors as well.

Pro

perties and scenery running crews were included for placing
properties so they would be available in convenient locations
at the appropriate time.

The scene change was rehearsed for

timing and exact placement of the staircase and other p r o 
perties.

The change was rehearsed several times for familiar

ization and efficiency.

The rehearsal ran with only a few

stops causing little delay.
the action continued.

Minor changes were made while

The efficiency of this rehearsal was

due largely to the earlier rehearsal.
The next rehearsal gave the actors a chance to work
in costume.

The costumes were quite dark, and in some cases,

the levels of intensity in lighting had to be raised to
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compensate.

Little else changed, but each rehearsal adds to

efficiency in execution of cues.
The two remaining dress rehearsals were to be con
ducted under performance conditions with crew calls at 7:00
P.M., light and sound checks, pre-show music and lights at
7:30, and properties checked and placed.
"Curtain" was to take place at 8:00, but was delayed
thirty minutes so that the director could give final notes
to the cast and crews.

These two rehearsals went well and

offered additional opportunity for refining cue execution.
The following indicates how the lighting was used.
The first setting was a pre-show cue to be used with the
pre-show music.

The lighting was set at low levels illumin

ating enough of the scenery to allow the audience time to
become accustomed to the atmosphere.

At curtain, the lights

went to blackout to allow the actors to take their places.
From that point, until the hotel scene, the lighting started
at a low level in specific areas
added as they were used.

(A, B and E) with areas

The lighting was also intensified

as key moments occurred, such as, the mayor's entrance with
the letter.

The final cue prior to the hotel scene saw the

lighting being used in most areas at fifty percent intensity
and the remaining areas at seventy percent.
While the hotel scene change occurred, the indoors
was black and the background was lighted at full intensity
to create the scrim effect.

Once the change had been com

pleted and Osip was in place, the cue for the hotel room was
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executed.

The lighting remained at its lower levels with

the addition of light on the stage right door as entrances
were made.
versed.

At the end of the scene, the process was re

The following scene opened at levels similar to

the opening scene of the play.

The scrim effect was used

again, but indoor lights remained up during the effect.
Emphasis was again the motivation for adding light to other
areas during the remainder of the act.

The final setting

of the first act provided a shift to the cool wash lighting
for the "cold winds of Siberia" and then blackout.
next setting

The

(established for pre-show) was used for

intermission.
The initial scene for the second act included the
scrim effect for the officials'
special for Klestikov.

entrance and the couch

The scrim was faded out, and areas

to be used were added to fifty percent.
also used.

A cool wash was

When the postmaster entered, area E was at full

with all others remaining at fifty percent.
was advanced to full.

The cool wash

The final crisis brought all but E

out, and after five seconds E went to blackout.

The curtain

call required high intensities on all areas except the back
ground.

Once it was over, the lighting faded to pre-show

setting and the house lights were brought up.
Several problems occurred that needed solutions.

By

the second dress rehearsal a briefcase for the judge had not
been located, the portrait of the czar was not completed,
and more paper was needed for the clutter.

These were
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provided by the final dress rehearsal.

It was also deter

mined that the lining in the background needed to be
stronger to see the shapes more readily through the scrim.
This was finished the following day.
The lighting in general needed to be refocused to
place more emphasis on the areas without sacrificing the
main emphasis - the doors and archways.

The two instruments

used to light the hotel needed to be refocused to get an
acceptable relationship.

The Leko used to define the hotel

area was too flat and was throwing light everywhere.

A

better position was found that kept the light within the
desired area.
The latex used to seal the paint on the furniture
did not seem to be enough protection.

Another coat was

added to make the seal more permanent.

It was feared that

the paint would rub off onto costumes.

The additional coat

of latex was eventually found to be unnecessary.
"wine"

Spilled

(water) was not really getting through the latex,

but it did take away the sheen and clouded the surface.

An

other method of sealing, such as shellac, may have been
better since it would maintain its sheen and offer the same
protection, but the problem was discovered too late.
It was time to leave the show in the hands of the
crews and actors, though remain available if problems came
up was important.

The final duty as designer/technical
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director was to organize the strikers of scenery, properties,
lights and sound.
Performances
Except for a few problems, the performances went
well.

After seeing the performances,

it was also clear that

other design decisions could have been made.

The latter

will be discussed in the following chapter.
Problems that occurred during performance were taken
care of as they came up.
9 performance,

During a break-in after the December

a sound power amplifier was stolen.

In the

theft, both tape decks were knocked to the floor and damaged.
The amplifier was replaced with a spare and the tape decks
repaired by the departmental technical supervisor in time
for the next performance.
A broken arch was the result of an overly-motivated
actor at one of his peak moments.

In a flurry of excitement

he swung a coat over his head while he was under the arch and
broke it.

Fortunately, no one was hurt, and the end of the

play was minutes away.

The arch was repaired the following

day.
The stage floor had been in constant use from October
8 by the actors and crews.

Considering the traffic and the

grade of wood used, it is not surprising that a floor board
48Removal and storage of all the mentioned elements.
Materials in scenery that could be salvaged were stored and
the remainder was disposed of.
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finally broke.
break.

It had a rather large knot located at the

Fortunately,

there was only two or three inches of

space between it and the stage floor.

Had this occurred on

a higher level, the actor could have broken his leg.

The

accident occurred early in act one and was replaced during
intermission.
It was discovered that the boxes used for gifts had
the logo of a local department store on them.
placed with others not as identifiable.

They were re

The only other

problems occurring were in the execution of a few lighting
and sound cues.

Chapter 8
SUMMARY, EVALUATIONS AND CONCLUSIONS
Summary
It has been the purpose of this project to report on
the creative process from the initial reading of the play to
the strike and the various influences that contributed to
decisions involved in the development of the design.

It has

traced the responsibility of the designer/technical director
in implementing the design and organizing the technical
rehearsals in preparation for performances.

It is also in

tended to be of use to other designers who wish to assume
the responsibility of a similar project.
The remainder of the report is to be devoted to
presenting evaluations of the design and other technical
aspects of the production.
local newspaper,

These include reviews from the

campus newspaper, critiques from members

of the University of Montana Department of Drama/Dance
faculty and the department in general.

These are followed

by conclusions drawn from the evaluations and from the exper
iences with the production.
Evaluations
It is quite satisfying to realize benefits from any
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experience.

The initial benefit is seeing it through from

beginning to end.

One also hopes that the effort was

effective in the service it performs.

The general consen

sus from reports indicates positive responses.

There are,

however, qualifications included in the reports.
The Missoulian (local newspaper) reports in their
review of the production:
Technical aspects were in keeping with style of
the show. . . provided a variety of levels and playing
areas. . . . Although the smallness of the room (hotel
room) must be evident, a better designed staircase
could have given them the necessary performing r o o m . 49
The Kaimin (campus student newspaper) reported in
their review:
(The) set design creates just the right atmosphere
for the players. . . incorporates a wealth of wood
planks to achieve Old World flavor. . . uses a unique
combination of screens. . . lighting which allows the
depiction of action going on outside. . . .50
The complete reviews can be found in Appendix III.
The critique sponsored by the Department of Drama/
Dance was lead by three faculty members from other departments.
Although comments about the design were often favorable, there
were also things to question.

For example, the panel was not

sure the scrim effect was necessary or worth the lost space.
One member expressed difficulty with recognizing a tableau
since the acting area went into the audience.

The comment

49Sharon Carrière,reviewer, The Missoulian (December
1, 1977).
S^Kim Pederson, reviewer. The Montana Kaimin
(December 1, 1977).
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was amplified to express doubt as to whether the Masquer
Theatre should have been used for this production.

Another

wanted to see more icons on the set to present further
identification of place.

Another felt that an unnecessary

starkness was developed by the naked wood and no heavy cloth
or rugs.

The stovepipe wires supporting the arches were

bothersome and the portrait of the czar was awful in the
wrong way.

It should have appeared worn and old as if it

had been in a closet.

Finally, the local retail store labels

on boxes were a glaring oversight.
There were positive comments regarding the harmony
and balance in the relationship of the elements within the
design.

Good use of materials and a good representation of

symbols used to relate atmosphere were also indicated.
Shape,

line and texture were considered to have been used

well.
A Drama/Dance department faculty member stated that
visually the show did not work as a whole (costume, scenery)
that it lacked cohesiveness.

Scenically the "anthill" con

cept did not come through, although the layout (floor plan)
worked.

The warping horizontally was not offset vertically

and the heaviness of the floor was not balanced above.
house became confusing since not enough
to individual rooms.

The

identity was given

More decoration in general could have

been used for identity as well as dressing for visual inter
est.

The furnishings used were not cohesive in style.

The

burlap worked well, but the surface could have used an all-
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over design for visual interest.

The painting on the set

was too heavy and covered the texture of the wood.

The

background could have been heavier, making it more visible.
The hotel scene, while practical, was not clever or fun in
its solution.
Another faculty member from the Drama/Dance depart
ment felt that the overall organization and operation worked
well in terms of rough work, but pre-planning and design did
not move as rapidly as they could have.

The scene design

rated well in the use of space, floor plan, and materials
with reference to texture and color.

The printed background

worked, but could have been better related to the foreground.
More translucency in the scrim material would have aided
visibility.

The effect created by the scrim was a good

choice, however.

The hotel staircase appeared to be a big

ugly unit, and the space provided for the room was too r e 
strictive.

The major concern was with lighting.

While it

was practical and provided visibility, it lacked the sparkle
needed for farce.

More variety in color and direction would

have provided interest to the quality of light.
motivation was lacking.

Realistic

Generally the strengths of the pro

ject far outweighed the problems.
Conclusions
The designer can recognize that many of the above
criticisms are valid.
tives well,

Generally the project met its objec

though there are areas that indeed could have
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been improved upon.
The major problem lies in the area of not relating
visually what the design was to do.

Better pre-planning in

terms of overall design (rendering) would have proved help
ful in providing cohesiveness with other areas.

The design

simply cannot rest in one pe rson’s head and have no evidence
of existence.

It is easy to get involved with construction

and problem solving, but it only indicates a desire to "fly
by the seat of one’s pants" and not have enough sense to
trust others involved.

Had pre-planning been better organ

ized, some of the elements left out due to time, could have
been provided.
The "anthill" concept was there in the use of line,
shape and color.

The general floor plan gave the director

a number of choices in terms of movement with respect to
quickness and confusion.

The undulations were supportive

of the concept and were repeated well in the walls and
background.

The weight between the floor and the walls was

unbalanced and the set could have used more dressing to make
it more balanced.

This would have also provided more variety

in color and texture.
The lack of taste on the part of the characters was
evident in the wainscot, window and door trim and arches
since the proportions were unrelated to the space.
was room for more.

There

This could have been provided for with

additional set dressing and with an allover design on the
burlap.

The lack of taste was also evident in the choice of
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furnishings since they were unrelated.

They provided a

practical purpose, but at the same time, they were there to
indicate the false sense of opulence in terms of quantity
and not quality.

As a matter of fact, quality was not their

forte and was indicated further in the distorted shapes, u n 
dulations and poorly crafted decorations.
Realism was evident in the general layout of the
rooms, but was distorted in the unusual shapes.

The scrim

effect and background pushed the distortion even further in
that one cannot normally see through walls and the propor
tions between the actor and the background were absurd.
Lighting also contributed to this concept since the real
sources were unavailable, but yet the arrangement of the
design provided lights in a not so unusual way.

The use of

the lighting also contributed by being motivated with the
changes in mood rather than real sources.
Focusing on the arches and doors did not provide
ample light in the areas, but did give the director what was
desired.

The difficulty in lighting is more evident in color

choice than focus.

More variety in color would have served

the purposes of farce much better by offering more variety.
More discussion with the director would have been beneficial
in producing a tighter design.
The hotel scene could have been better served with
a unit that provided a suggestion of a staircase and door.
By doing this, it could have been built to collapse and be
flown into the ceiling.

The suggestion would have carried
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out the fragmented scenery concept much better.

Entrances

from the inner lobby would have been less inconvenient for
the actors and audience and would have been easier to justi
fy in lighting.

The stage right door did not provide enough

separation from the previous setting.
More experimentation and time spent in finding a
solution to aging the wood and providing color variety would
have been worthwhile.

Still, the method used was not

bothersome in that the wood aged and there was color variety.
The texture of the wood did not really suffer that much.
Also, the character's aesthetics were to be considered.

It

is understandable that they would not be aware of the natural
color and texture in the material.
Finally, in terms of design, too little time was
spent in conversation with others more experienced, especially
regarding the lighting.

Conceptually, the design works, but

the choices made in developing the design needed work.
Construction of the design was highly gratifying.
What was said earlier about crew members involvement goes
doubly with respect to the technical director.

Even at

the most frustrating moments, there is gratification when
one finally finds a solution.

Part of the involvement in

this case came with watching growth.
opposed to simply being built.

The set emerged as

There were many solutions

found that could never have been predicted.
More control over the budget would have been wise.
According to available figures, scenery costs were twice what
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they were meant to be, as were properties.

Only the lighting

and sound expenditures were well under the budgeted figures.
There is no excuse for that kind of spending since it affects
other shows during the year.

The solution is to design for

the play, but qualify it with the established limitations.
One should keep better records by accounting for all
expenditures.
Time presented little problem.

More would have been

useful, but as with budget, one must always deal with what
is available.

It has already been stated that properties

were late by three days.

Better management over crews and

time was needed.
For this designer/technical director, a measure of
success is evident when there is little regret during strike.
It means the design served the needs of the play and director.
It also means it has been relegated to memory as a gratifying
project.

Gratification came with the development and the

reactions of others.

It also came with the relationships

that resulted and is reflected in the respect one develops
for the director, actors, crews, and advisors.
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“It was certainly you!" the mayor
accuses. "You’re the gossips of the
town, you damn liars!"
But his fury is cut short when the
doors burst open and they all are
summoned, in what the religious
Gogol insisted was a call to Last
Judgment,! to appear before the
real Inspector General.

physical appearance is a perfect
definition of the corpulent, unprin
cipled town leader.

He also uses a unique combina
tion of screens and complex light
ing which allows the depiction of
action going on outside of the
mayor’s room.

Female Vanity
Toni Gross and Mary Thielen as
the mayor’s wifp and daughter
. Tedious Confusion
, i
play off each other very nicely in
There are a couple of things In
the play which bother me, howev-j
their contest of female vanity.
In the bribe scene with Lortz,
ér. First, the stumbling, bumblingi
, The play ends here, leaving the Greg Gerard I and . Rich Hutzler
confusion which the charactersj
players frozen in various postures
exhibit at first seems to get out of
have the audience rolling in the
of fear and astonishment.
aisles with their portrayal of fearhand. I can’t say why exactly, but It
Gogol’s play is immensely enter
stricken provincials trying to siip struck me as being more tedious
taining. It is filled with irreverent
money to a powerful government than amusing, t
jibes. The author’s satirical disres
official.
Another thing,which becomes
pect isn’t confined vyithin the play.
In the same : scerje, Darryll overbearing at times was an exag
He takes a shot at himself wtien
Broadbrooks and Jerry McGarity
geration of gross behavior which
the mayor belatedly exclaims,
are terrific as the bumbling lan seems to blot out the comic tone at
’’They’re going to dig up some
downers Dobchinsky and Bob . certain instances.
cheap dramatist and put, us on the
chinsky. They are so petrified that
On several occasions, the mayor
stage!"
for one hilarious moment they bursts into swearing tirades which
cannot remember which one is run on far* too iong and whicfi have
Superfluous Preaching
a base quality which excludes any
which.
He also puts down the audience in
Janaprakal Chandruahg .plays sort of comic relief.
a moment of what I consider to be . town Doctor Sumsak who can’t
It might have been better to
superfluous preaching on his part.
leave the curses in the original
speak a word of Russian. Through
"What are you laughing at?" Anton
Russian, a trick which would add
his uncomprehending, but wellAntonovich asks the audience.
meant administrations and his colloquial flavor as well as permit
"You’re laughing at yourselves."
the audiencé to use its own
outbursts of unintelligible lan
I’m sure his Russian audience
imagination as to their meaning.
guage, he creates one of the most
could figure that out for them
comic figures in the play.
selves.
Overexaggeration
With the exception of a few
Overexaggeration also occurs in
Dark Horse
things, the UM production does an '
But thp real dark horse show the scene in which Lortz gets
excellent job with The Inspector
stealer is Lisa Loyd Stamer. She drunk. His wine flopping is funny
General. The performance Is
plays Avdotya, the mayor’s ancient at first but, it went on and on until I
marked by an abundance of spar
started to feel sorry for the poor
servant.
kling acting and accented by the
By means of a great make-up job actors who v/ere taking a bath.
inventive staging created by direc
But these negative points barely
(courtesy of Mary Sigvardt and
tor Alan Cook, UM professor of
crew) and marvelous acting, she show up when compared with ali
dram a.,
has the audience roaring with her the positive laughter this produc
The players were all good but arthritic but gam? attempts to tion evokes.
The entire cast and crew have
several stand out In particular. 'perform the incredible duties piled
done a laudable job w ith The
James Lortz gives a marvelous , on her bent shoulders.
performance as Khlestakov. He
Rolf Carlson’s fantastic set der . Inspector General. It Is a play that
captures his character’s uriscrusign creates just the right atmos- ' deserves to be seen,
plous pomposity perfectly, dis . phpre tor the players to act in. His* t ; Khlestakov writes in the letter to
playing an impressive range of ' design incorporates a wealth of his friend Triapichkin, "I hasten to’
wood planks to achieve an authen- tell you of my marvelous adven
expressive ability.
tic Old World flavor. (The frost on tures." In reality. The Inspector
Wayne Crouse plays the mayor.
Although his acting is not nearly as • the windows is a particularly nice General itself does the telling and
it’s a tale well-worth hearing.
touch.)
polished as Lortz’s, his mere

Appendix IV
PROPERTIES LIST
Stage Properties:
Sofa (ornate, upholstered)
Chair and table (period looking, for mayor's office)
Table

(for doctor)

Table

(for vodka and glassed)

Four period looking chairs
Two straight-legged benches

(approximately 4' long)

Eight straight-legged chairs

(approximately 18" square)

Hand Properties:
Russian money (period, 1000 bills)
Large quantity of files, papers and plans
bundles
Eight glasses

(vodka)

Three decanters

(2 vodka,

1 wine)

Waste basket
Stick matches and holder/striker
Candle and holder
Letter for mayor
Letters for postmaster

(worn)

Satchel for doctor
Briefcase for judge
Pills
Bottle of liquid medicien and spoon
Scrub brush and pan

(some tied in

Appendix IV (continued)
Box for mayor's table
Quill pen, inkwell, desk blotter and notepaper for
mayor's table
Quill pen and inkwell (hotel)
Luggage
Food - old rye bread, beef jerky on plate, soup,
feather, bone in a bowl (hotel)
Pillow, quilt, mattress
Bills
Walking stick
Five decks of playing cards
Eight wine glasses
Note on back of bill
Portrain of Czar Nikolas I
Box of cigars
Petition
Box (wrapped with silver cup in it)
Four boxes

(wrapped)

Coil of rope
Fruit tray with assorted fruit
Plastic wine glass
Cigar box
Pocket ntoebook and pencils
Persian rug
Letter for postmaster
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